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Within	Bond’s	text,	Move2	resides	at	the	apex	of	the	narrative	tree.	This	posit demonstrates	the	all-encompassing	function	of	this	Move	within	the	text’s Move2	is	Todd’s	revenge	quest.	After	fifteen	years	of	false	imprisonment,	c by	the	corrupt	Judge	Turpin,	Todd	returns	to	London	to	reunite	with	his	wi to	seek	revenge.	The	other	Moves	in	the	text	are	directly	connected	to	Mov second	tier	of	the	narrative	tree	shows	those	most	immediately	connected Move2.	The	Solution	of	Move1	-the	means	by	which	the	Judge	satisfies	his	l Todd’s	wife	Lucy-	is	the	Problem	that	must	be	solved	in	Move2.	Move3,	in	which	Mrs.	Lovett	lies	to	Todd	about	Lucy’s	death,	is	made	possible	by	Todd’s	sea for	his	wife	and	daughter.	Move9	and	Move12	are	responses	to	the	respecti failure	and	success	of	Solution1	and	Solution2.		











































































































































































































































Move/Solution		 Move	Description	 Song	1	 The	Judge	lusts	for	Lucy;	falsely	imprisons	Todd,	rapes	Lucy.		 “Poor	Thing”	2	 Todd	escapes	imprisonment,	returns	to	London	in	search	of	Lucy	and	Johanna	 “The	Barber	And	His	Wife”	3	 Mrs	Lovett	recognised	Todd,	based	on	long	held	love	for	Todd	she	lies	about	Lucy’s	death.	 “Poor	Thing”	4	 Todd	needs	to	entice	the	Judge	to	shop,	challenges	Pirelli’s	to	shaving	contest	to	prove	his	skill.	 “The	Contest”	5	 After	being	interrupted	by	Anthony,	Todd	is	enraged	by	the	Judge’s	vow	never	to	return	to	the	barbershop.	Todd	commits	to	general	revenge:	mass	murder.		
“Epiphany”	
6	 After	resolving	to	commit	mass	murder,	Mrs	Lovett	suggests	that	bodies	are	disposed	of	via	meat	pies.		 “A	Little	Priest”	7	 Johanna	refuses	the	Judge’s	advances;	angered	by	hearing	of	Anthony’s	love	for	Johanna,	the	Judge	incarcerates	Johanna	in	Fogg’s	Asylum.	
“Johanna	Quartet”	
8	 Anthony	seeks	Todd’s	help	to	rescue	Johanna.		 “Wigmaker	Sequence”	9	 Todd	uses	his	involvement	in	Johanna’s	rescue	to	lure	the	Judge	back	to	the	barbershop.	 “The	Letter”	10	 The	Beggar	Women	suspects	foul	play	and	investigates	the	barbershop	–	she	is	then	murdered	by	Todd.		 “City	on	Fire”	and	“Searching	(Part	II)”	11	 Todd	recognises	the	Beggar	Woman	in	light	of	the	bakehouse	oven.	 “Final	Scene	(Part	I)”	12	 Todd	cradles	Lucy’s	body.	Tobias	after	witnessing	Mrs	Lovett’s	murder	avenges	her	death	by	killing	Todd.		 “Final	Scene	(Part	II)”	Revenge	Move	Solution	1	 Simple	revenge:	the	Judge	visits	the	barbershop	 “Pretty	Women”	Revenge	Move	Solution	2	 Final	revenge:	the	Judge	returns	after	reading	Todd’s	letter.	 “The	Judge’s	Return”	
Hypotext’s	Moves	and	Revenge	Solutions	in	the	
Hypertext’s	Score		
Figure	5	
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Sondheim’s	approach	is	in	keeping	with	Hutcheon’s	description	of	adaptation	as	‘repetition	with	variation’.70	The	lyrics	present	the	same	scenario	of	the	hypotext	but	through	a	different	linguistic	treatment.	The	lyrics	adhere	to	the	narrative	Move	structure	but	create	an	interpretation	of	the	narrative	that	is	expanded.	In	a	way	that	is	similar	to	the	effect	of	the	book’s	use	of	narrative	frame,	the	expansion	of	the	lyrics	allows	Sondheim	to	emphasise	the	thematic	significance	of	narrative	events.			The	musical,	like	the	hypotext,	primarily	depicts	Todd’s	revenge	quest	and	utilises	the	narrative	signifiers	of	this	genre.	Beginning	with	Todd’s	return	to	London	and	concluding	with	his	death,	the	musical	is	Todd’s	story.	All	the	other	characters	and	their	narrative	Moves	occur	in	relation	to	Todd’s	revenge	quest.	The	often-discussed	features	of	the	story	such	as	cannibalism	and	murder	are	products	of	Todd’s	mission.	The	Problem,	Auxiliary	and	Solutions	of	Todd’s	revenge	quest	are	each	present	within	the	musical.	As	shown	in	Figure	5,	each	part	of	the	revenge	quest	Move,	including	its	Solutions	is	transformed	into	a	song.			The	lyrics	in	each	of	these	instances	represent	moments	of	expansion	and	when	compared	to	the	hypotext	reveal	the	lyric’s	contribution	to	the	portrayal	of	the	narrative.			Todd’s	first	attempt	at	revenge	-Solution	1-	fails	as	he	is	interrupted	by	Anthony.	After	demanding	that	Anthony	leave,	an	enraged	Todd	shares	with	Mrs	Lovett																																																									70	Hutcheon,	p.	4.		
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his	new	nihilistic	intention	to	expand	the	scope	of	his	revenge	by	murdering	any	customer	who	visits	his	shop.	In	narrative	terms	this	is	a	turning	point.	As	Todd’s	anger	overtakes	his	humanity,	he	becomes	a	remorseless	serial	killer.	The	conventional	revenge-tragedy	decent	into	depravity	is	beginning	to	deepen.	This	moment	depicts	both	of	the	core	thematic	focus	of	the	hypotext:	the	corrupting	influence	of	revenge	and	the	dehumanising	effect	of	socio-economic	oppression.	Todd,	maddened	by	his	failure,	resolves	to	seek	solace	in	mass	murder.		The	hypotext’s	portrayal	of	this	pivotal	moment	is	as	follows:		
	
Todd:	Escaped!	Curse	Judge!	Curse	sailor	–	curse	myself	!	When	comes	a	second	chance	my	poor	Johanna!	
Mrs	Lovett:	Here,	what’s	up?	Judge	Turpin’s	just	run	through	the	shop	like	the	devil	himself	was	after	him.		
Todd:	He	was,	but	he	ran	too	slow.		
Mrs	Lovett:	And	no	sooner	had	I	got	me	breath	back	when	the	other	gentleman	came	roaring	through,	tearing	his	hair	and	sobbing	fit	to	burst	hisself.		
Todd:	Poor	Anthony.		
Mrs	Lovett:	You	haven’t	been	found	out	already?		
Todd:	No,	no	nothing	like	that.		
Mrs	Lovett:	Well,	that’s	a	mercy.	
Todd:	A	second	chance	may	come.	It	must,	it	shall!	Until	it	does,	I’ll	pass	the	time	in	practice	on	less	honoured	throats.	
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Mrs	Lovett:	I	don’t	understand	you.	You	let	that	judge	escape	one	minute,	and	the	next	you’re	on	about	slicing	up	any	Tom,	Dick	or	Harry.	This	revenge	business	don’t	half	blow	hot	and	cold,	it	don’t.	
Todd:	Revenge?	Oh,	no!	The	work’s	its	own	reward.	For	now	I	find	I	have	a	taste	for	blood,	and	all	the	world’s	my	meat.71		The	scene	progresses	at	a	rapid	pace.	Todd’s	anger	is	clear,	however,	he	demonstrates	a	degree	of	rational	thought;	he	is	concerned	with	Anthony	and	he	reassures	Lovett	that	he’s	not	been	caught.	The	decision	that	‘all	the	world’s	my	meat’	is	reached	at	the	end	of	the	exchange	but	it	is	after	these	moments	of	rationality	and	the	justification	of	this	escalation	is	kept	brief.			Sondheim’s	treatment	of	this	narrative	Move	expands	this	moment	through	the	song	“Epiphany”.	After	a	very	rapid	dialogue	exchange	between	Todd	and	Mrs	Lovett,	Todd	launches	into	one	of	the	score’s	most	dynamic	songs.	Sondheim	has	described	Epiphany	as	a	schizophrenic	episode.	The	song	follows	an	episodic	structure	that	alternates	between	contrasting	melodic	and	harmonic	profiles.	In	chugging,	march-like	passages,	Todd	espouses	his	new	philosophy:	‘We	all	deserve	to	die’.72	In	lyrical,	cantabile	sections,	Todd	mourns	his	wife	and	the	loss	of	his	daughter:	‘I’ll	never	see	my	girl	again’.	Based	on	the	anger,	grief	and	violence	depicted	in	the	song,	Todd	concludes	by	asserting,	‘The	work	waits.	I’m	alive	at	last.	And	I’m	full	of	joy.’73		
																																																								71	Bond,	p.	35.	72	Ibid.,	p.	174.	73	Ibid.,	p.	179.	
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The	lyrics	of	this	song	express	the	fragmentation	of	Todd’s	mind	and	in	doing	so	provides	a	level	of	justification	for	the	development	from	simple	to	general	revenge	that	is	not	emphasised	in	the	hypotext.	In	addition,	the	lyrics	clearly	establish	the	broadening	of	Todd’s	revenge	quest	as	a	response	to	the	character’s	disillusionment	with	his	socio-economic	context.	Todd	recognises	that	his	‘epiphany’	is	motivated	by	both	his	personal	suffering	and	the	inherent	prejudice	of	London.	Todd	sings:	‘		
Todd:	They	all	deserve	to	die!	Tell	you	why,	Mrs	Lovett,	tell	you	why.	Because	in	all	of	the	whole	human	race,	Mrs	Lovett,	there	are	two	kind	of	men,	and	only	two.	There’s	the	one	staying	put	in	his	proper	place	and	the	one	with	his	foot	in	the	other	one’s	face.’			Through	the	form	of	lyrics,	Sondheim	creates	a	scene	in	which	Todd’s	motivations	are	expressed	in	detail	and	the	revenge	quest’s	connection	with	social	injustice	is	emphasised.	This	is	one	example	of	the	expansionist	effect	of	Sondheim’s	lyrics.	In	conjunction	with	other	narrative	Moves,	similar	expansions	are	undertaken.	One	such	example	occurs	during	the	song	A	Little	Priest;	Lovett	suggests	cannibalising	Todd’s	victims	and	the	duo	explore	the	prospect	through	a	lengthy,	four-verse	song.							
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Character	and	Dialogue	One	of	Sondheim’s	many	collaborators,	the	writer	Arthur	Laurents	has	said	of	Sondheim,	'Steve	writes	a	lyric	that	could	only	be	sung	by	the	character	for	which	it	was	designed...’74	Corroborating	Laurents’	statement,	Sondheim	utilises	much	of	the	commentary	provided	in	his	published	lyric	anthology	to	discuss	the	connection	between	character	and	lyrics.	Among	Sondheim’s	maxims,	character	represents	part	of	the	‘content’	to	which	the	maxim	‘content	dictates	form’	refers.	As	Sondheim	writes,	‘They	are	lyrics	in	a	dramatic	situation	on	a	stage	in	terms	of	character.’75			Sondheim’s	approach	to	lyric	writing	is	renowned	both	within	the	fan	base	of	musical	theatre	and	the	practitioners	who	create	new	works.	Sondheim’s	character	centred	approach	is	multifaceted.	Sondheim	writes	lyrics	that	are	a	continuation	and	contribute	to	characterisation.	A	consequence	of	this	is	that	Sondheim’s	songs	are	rarely	stand-alone	commercial	successes.	A	Sondheim	lyric	is	a	response	to	a	very	specific	dramatic	moment,	delivered	by	a	specific	dramatic	voice.			Lyrics	within	Sweeney	Todd	are	required	to	establish	and	develop	characterisation.	In	this	capacity,	Sondheim’s	lyrics	communicate	to	the	spectator	a	vast	amount	of	character	information	including	motivation,	personality	and	social	status.	The	lyric	writing	techniques	that	Sondheim	employs	to	depict	character	are	many,	however	two	approaches	in	particular																																																									74	Arthur	Laurents	quoted	in	Thomas	P.	Adler,	‘The	Sung	and	the	Said:	Literary	Value	in	the	Musical	Dramas	of	Stephen	Sondheim’,	in	Reading	Stephen	Sondheim:	A	Collection	of	Critical	Essays,	ed.	by	Sandor	Goodhart	(New	York:	Garland	Publishing,	Inc.,	2000),	pp.	36-46	(p.	37).	75	Thomas	P.	Adler,	p.	37.	
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contribute	pointedly	to	create	a	response	to	the	hypotext’s	socio-economic	thematic	discourse.			The	hypotext’s	characters	existed	as	noticeable	character	archetypes.	Bond	incorporated	genre	signifiers	in	both	the	dialogue	and	characterisation	of	the	hypotext	to	emphasise	the	distinction	between	the	melodrama-based	and	revenge	tragedy-based	characters.	Exploiting	the	division	between	the	‘low-art’	character	types	of	the	melodrama	and	the	‘high-art’	character	types	of	the	revenge	tragedy,	Bond	utilised	this	distinction	to	assist	in	the	portrayal	of	class	and	social	division.	The	use	of	juxtaposed	dialogue	modes	contributed	to	this	distinction.	Sondheim’s	lyrics	also	engage	with	the	issue	of	class	and	through	vocabulary	choice	and	rhyme	scheme	evoke	social	position.			Each	of	the	musical’s	characters	communicates	in	a	way	that	reflects	their	position	with	the	class	system	of	the	Victorian	setting.	Through	a	comparison	between	lyrics	delivered	by	the	Beggar	Woman	and	Johanna,	the	stark	difference	in	both	vocabulary	and	rhyme	scheme	is	discernible.			 	Johanna	and	The	Beggar	Woman	occupy	two	contrasting	positions	at	each	extreme	of	the	Victorian	class	system.	Though	imprisoned	and	resentful,	Johanna	has	experienced	the	education	and	economic	privileges	afforded	to	her	as	Judge	Turpin’s	ward.	Conversely,	The	Beggar	Woman	exists	at	the	lowest	point	of	the	social	spectrum.	Homeless,	destitute	and	desperate:	The	Beggar	Woman	has	become	a	prostitute.	Ironically,	both	Johanna	and	The	Beggar	Woman	have	been	
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displaced	from	their	original	working	class	position	by	the	exploitative	and	wealthy	Judge	Turpin.			The	Beggar	Woman,	as	she	initially	appears,	is	a	minor	character.	Although	clues	are	given	as	to	her	true	identity,	throughout	most	of	the	musical,	the	Beggar	Woman	appears	as	a	comic	relief	character	whose	vulgarity	shocks	whilst	reminding	the	spectator	of	the	unkind	social	conditions	of	the	setting.	The	Beggar	Woman	has	a	small	number	of	spoken	lines	but	she	primarily	communicates	through	song.	In	a	way	that	is	similar	to	Todd’s	lyrics	in	“Epiphany”,	The	Beggar	Woman	primarily	communicates	through	two	general	lyrical	modes	that	correspond	with	two	separate	musical	themes.	The	Beggar	Woman	appears	multiple	times	during	the	musical	singing	a	version	of	her	original	musical	material	four	times	before	eventually	being	killed	by	Todd	in	Act	II.	At	each	appearance	–“The	Barber	and	His	Wife”,	“Johanna”,	“Wait”	and	“City	on	Fire”	-		the	Beggar	Woman’s	lyrics	alternate	between	a	lilting,	sustained	cry	for	‘Alms’	and	a	rapid,	jerky	switch	to	salacious	slang	terms.	In	the	Beggar	Woman’s	first	appearance	this	dichotomy	is	established.	She	first	sings:		
Beggar	Woman:	Alms,	alms	for	a	miserable	woman.	On	a	miserable	chilly	morning.	Thank	you	sir,	thank	you…		After	Anthony	gives	her	a	donation,	the	mode	abruptly	changes:		
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Beggar	Woman:	Ow’	would	you	like	a	little	muff	dear,	a	little	jig	jig,	a	little	bounce	around	the	bush.	Wouldn’t	you	like	to	push	me	parsley?	You	looks	to	me	dear	like	you	got	plenty	there	to	push.76		The	Beggar	Woman	then	quickly	reverts	to	the	previous,	‘Alms	Alms’,	lyric.	This	moment	establishes	two	things	about	the	character.	Firstly,	the	rapid	switch	in	expressive	mode	confirms	the	characters’	mania	and	the	stressed	and	repeated	use	of	colloquialism,	though	primarily	invented	by	Sondheim,	augments	the	character	as	a	member	of	the	lower	class.	The	distinction	between	the	two	forms	of	lyric	replicates	the	narrative	function	of	the	lyrics	also.	When	singing	‘alms,	alms’	the	Beggar	Woman	is	begging	for	money;	to	increase	her	chances	of	being	successful	she	is	polite,	she	thanks	Anthony	and	refers	to	him	as	sir.	By	not	containing	a	driving	sense	of	rhythm	the	‘alms,	alms’	sections	encourage	passer-by’s	to	stop	and	listen	to	the	slow	pace	of	the	lyric.	The	contrast	between	the	lyrics	of	this	section	and	the	following	section	is	compounded	by	their	immediate	proximity	as	well	as	the	contrasting	rhythm	and	vocabulary	of	the	two	passages.		In	particular	contrast	to	the	Beggar	Woman’s	second	style	of	lyric,	Johanna’s	lyrics,	as	shown	in	the	song	“Green	Finch	and	Linnet	Bird”	contrast	with	the	Beggar	Woman’s	vocabulary	and	rhyme	scheme.	Sondheim	has	discussed	on	many	occasions	what	he	regards	to	be	a	connection	between	pronounced	rhyme	schemes	and	the	intelligence	or	status	of	characters.77	Another	example	of	‘content	dictates	form’;	Johanna,	as	an	educated	member	of	the	elite,	communicates	via	lyrics	that	make	prominent	use	of	rhyme.	This	prominence	is																																																									76	Sondheim,	Sweeney	Todd,	p.	23.	77	Sondheim,	Hat	Box,	p.	xxv.	
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clear	in	the	song’s	second	verse:		
Johanna:	Outside	the	sky	waits,	beckoning,	beckoning,	just	beyond	the	bars.	How	can	you	remain,	staring	at	the	rain,	maddened	by	the	stars?	How	is	it	you	sing	anything?	How	is	it	you	sing?78		Johanna’s	lyrics	feature	a	heavy	use	of	rhyme;	this	is	both	within	the	line	–inner	rhyme-	and	at	the	end	of	lines.	The	effect	is	similar	to	the	hypotext’s	use	of	the	verse	mode;	Johanna	communicates	in	an	ornate	form	of	language	that	invites	the	spectator’s	attention	through	its	pronounced,	intricate	and	enjoyable	use	of	rhyme.	Sondheim	argues	that	rhyme	used	in	this	way	creates	a	learned	tone.	This	tone,	plus	the	use	of	poetic	devices	such	as	metaphor	and	rhetorical	questions	portray	the	status	of	Johanna	in	direct	contrast	to	the	status	of	the	Beggar	Woman.	The	juxtaposition	between	the	characters	is	accentuated	when	the	Beggar	Woman	later	enters	the	scene;	she	again	sings	her	ragtag	rhythmic	lyrics	to	make	vulgar	advances.	In	content	and	in	form,	the	lyrics	of	the	two	characters	are	oppositional	as	too	are	their	social	statuses.			Vocabulary	and	the	pronounced	treatment	of	rhyme	are	used	by	Sondheim	across	all	the	characters	to	establish	oppositional	representations	of	social	position	and	to	explore	characterisation.	This	is	not	restricted	to	The	Beggar	Woman	and	Johanna;	they	serve	as	useful	examples	of	a	more	widely	adopted	technique.																																																											78	Sondheim,	Sweeney	Todd,	p.	62.		
	 141	
Music	Sondheim’s	score	has	been	described	as	many	things.	At	the	time	of	the	musical’s	premier	in	1979,	critics	applied	labels	such	as	operatic	and	filmic	whilst	identifying	influences	stemming	from	the	music	hall	tradition.79	Scholars	too	have	debated	the	score.	Steve	Swayne,80	Stephen	Banfield81	and	Stephen	Citron	have	carried	out	detailed	analyses	of	the	work	with	each	focusing	on	a	different	aspect	of	the	music.82	Banfield	produces	a	thorough	analysis	of	the	score’s	motivic	writing.	Swayne	considers	the	influence	of	diverse	musical	genres	on	the	piece.	Citron	approaches	the	score	from	the	perspective	of	character.	The	multifaceted	nature	of	the	scholarship	that	has	considered	this	score	and	the	consistent	question	of	cultural	status	that	it	prompts	among	critics	is,	I	argue,	a	symptom	of	the	score’s	eclectic	mix	of	musical	genres.			The	aim	of	this	chapter	is	to	consider	how	the	socio-economic	critique	of	the	hypotext	is	transformed	via	processes	of	cross-media	adaptation.	Either	through	song	or	underscore,	music	is	a	near	continuous	presence	within	the	piece.	Communicating	information	regarding	character	and	narrative	whilst	establishing	tone,	the	music	fulfils	multiple	functions	within	this	context.	To	focus	the	following	discussion,	I	will	explore	Sondheim’s	use	of	motif,	which	has	a	powerful	effect	on	the	musical’s	overall	treatment	of	the	hypotext’s	thematic	discourse.																																																											79	Robert	L.	Mack,	The	Wonderful	and	Surprising	History	of	Sweeney	Todd:	The	Life	and	Times	of	an	Urban	Legend	(London:	Continuum	Books,	2007).	80	Steve	Swayne,	How	Sondheim	Found	His	Sound	(Michigan:	The	University	of	Michigan	Press,	2007).	81	Stephen	Banfield,	Sondheim’s	Broadway	Musicals	(Michigan:	The	University	of	Michigan	Press,	1993).	82	Stephen	Citron,	Sondheim	&	Lloyd-Webber	(Milwaukee:	Applause	Theatre	and	Cinema	Books,	2014).	
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Narrative	–	Through	Leitmotif		As	has	already	been	established,	the	musical	utilises	a	narrative	that	closely	follows	the	plot	and	story	of	the	hypotext.	Though	subtle	alterations	are	made	to	ensure	that	the	narrative	is	suited	to	the	sensibilities	of	the	musical’s	contemporary	musical	theatre	audience,	the	Move	structure	of	the	musical	and	the	hypotext	are	identical.	The	key	narrative	events	that	render	the	hypotext	a	revenge-tragedy	are	all	present	in	the	musical;	as	was	discussed	in	the	previous	section,	each	Move	is	explored	in	the	hypertext	through	an	accompanying	song.			The	musical	processes	that	Sondheim	utilises	are	intricate	and	heavily	thematic.	Sondheim	has,	in	ironic	instances	of	‘reverse-cultural-snobbery’	voiced	his	dislike	of	opera.83	Consequently,	the	composer’s	approach	to	motif	writing	has	been	attributed	by	Swayne,	others	and	the	composer	himself,	to	the	influence	of	film	music,	specifically	Bernard	Herrmann’s	score	for	the	1945	film	Hangover	
Square.84	Following	this	influence,	Sondheim	establishes	a	set	of	leitmotifs	that	are	consistently	associated	with	characters	or	concepts.	The	motifs,	though	distinct	in	their	sound	and	purpose	are	mostly	generated	from	various	permutations	of	the	Dies	Irae	liturgical	chant;	a	modal	phrase	associated	with	death.	Much	has	already	been	written	on	this	feature	of	Sondheim’s	score;	Banfield	in	particular	presents	a	detailed	discussion	of	this	technique.	Consequently	my	discussion	will	repeat	some	of	Banfield’s	findings.	My	focus	here	is	the	use	of	the	Dies	Irae	generated	motifs	in	the	representation	of	narrative.	The	use	of	leitmotifs	fulfils	dramatic	and	structural	functions.	
																																																								83	Mark	Eden	Horrowitz,	Sondheim	on	Music:	Minor	Details	and	Major	Decisions	(Plymouth:	Scarecrow	Press,	Inc.,	2010),		p.148.	84	Swayne,	p.	131.	
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Structurally,	by	generating	at	least	fourteen	musical	ideas	from	the	Dies	Irae,	Sondheim	fuses	the	score	with	a	sense	of	stylistic	continuity.						The	above	excerpt	demonstrates	the	melodic	content	of	the	Dies	Irae.		The	musical’s	opening,	“The	Ballad	of	Sweeney	Todd”	is	based	on	the	intervallic	content	of	Dies	Irae	and	although	the	phrase	is	not	included	in	the	song	without	transformation,	it	informs	the	opening	ostinato	and	the	lyric	line	is	informed	by	the	intervallic	pattern.			 	
	The	first	three	notes	of	the	ostinato	–	G#,	A,	G#,	are	based	on	an	inversion	of	the	three	opening	notes	of	the	Dies	Irae.	The	notes	follow	the	same	interval	pattern	but	inverted,	with	the	second	note	rising	a	semitone	rather	than	falling	a	semitone.	The	F#	base	note	provides	the	fourth	note	of	Sondheim’s	transposed	Dies	Irae.	Where	the	original	chant	begins	on	an	F	natural,	Sondheim’s	version	is	transposed	and	inverts	his	version	of	the	Dies	Irae	to	begin	with	G#,	A,	G#	and	F#.	The	base	note,	via	octave	displacement,	in	conjunction	with	the	first	three	
Dies	Irae	
Opening	Ostinato	–	“Ballad	of	Sweeney	Todd”	
5	
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notes	of	the	ostinato,	combine	to	provide	the	first	four	notes	of	the	transposed	Dies	Irae.			Sondheim’s	segments	the	Dies	Irae	to	produce	miniature	motifs	based	on	the	chant.	The	ostinato’s	opening	four	notes	are	one	example	of	this.	In	conjunction,	the	counter	melody,	played	in	the	right	hand	provides	a	further	treatment	of	the	Dies	Irae.	The	repeated	C#	in	the	right	hand	and	then	the	E	and	left	hand	D	in	bar	eight	to	produce	another	treatment	of	Dies	Irae	material,	another	inversion.	Here	the	intervallic	steps	of	the	first	four	notes	of	the	original	chant	–	semitone	down,	semitone	up,	minor	third	down,	becomes	semitone	up,	semitone	down,	minor	third	up.	Where	the	chant	begins	F,	E,	F,	D,	this	treatment	of	the	melody	is	transposed	to	C#,	D,	C#,	E.			The	melody	sung	here	is	also	closely	modelled	on	the	Dies	Irae,	much	more	clearly	than	the	accompaniment	figure.	The	relationship	between	the	first	two	notes	differs	from	the	Dies	Irae	as	Sondheim	lowers	the	pitch	of	the	first	note	by	two	whole	steps,	however,	beginning	with	G#	the	intervallic	relationships	between	the	remaining	notes	in	this	phrase	follow	the	same	pattern	as	the	Dies	Irae.	When	played	together	this	small	passage	is	densely	packed	with	material	based	on	the	Dies	Irae.			An	evocation	of	the	Dies	Irae	manifests	in	many	of	the	musical’s	main	themes	and	songs,	this	includes,	the	opening	notes	of	“Worst	Pies	in	London”	and	the	accompaniment	figure	of	“My	Friends”.	Banfield	identifies	fourteen	instances	
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whereby	the	Dies	Irae	undergoes	transformation	and	is	included	as	part	of	thematic	material.85			By	utilising	the	Dies	Irae	as	the	basis	for	widespread	thematic	material,	Sondheim	creates	a	musical	context	for	the	musical,	in	which	songs	feel	connected	to	those	that	have	come	before	but	in	ways	that	are	less	overt	than	reprises.	Through	this	technique	Sondheim	creates	a	musical	style	for	the	piece,	a	sound	world	that	enables	Sondheim	to	draw	on	a	diverse	range	of	musical	genres	in	the	score	without	creating	a	feeling	of	disconnectedness.	“The	Worst	Pies	in	London”	is	a	good	example	of	this.			During	this	song,	Todd	meets	his	former	neighbour	for	the	first	time	since	escaping	from	prison.	In	search	of	information	he	seeks	out	Mrs	Lovett.	In	tone	and	function,	the	song	contrasts	starkly	with	the	material	that	has	come	before	it.	In	the	previous	scene,	Todd	sang	of	his	anguish	and	feelings	of	impending	doom.	In	this	scene,	the	chatterbox		Mrs	Lovett	serves	Todd	a	pie.	A	symptom	of	her	tangential	thought	process,	during	this	song	Mrs.	Lovett	covers	topics	including	her	neighbours,	the	price	of	meat,	her	status	as	a	widow	and	her	increasing	tiredness,	all	while	killing	multiple	insects.			This	moment	is	a	theatrical	tour	de	force	that	blends	action,	lyric	and	music	to	introduce	the	spectator	to	Mrs	Lovett.	The	song	doesn’t	last	long,	but	Sondheim	squeezes	as	many	lyrics	as	possible	into	this	moment.	Musically,	the	song	also	contrasts	with	the	material	that	has	come	before.	Where	the	previous	scene																																																									85	Banfield,	p.	300.	
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features	music	of	intense	pathos	and	yearning,	this	scene	is	full	of	energy.	Where	the	previous	scene	was	composed	of	elongated	arpeggiated	chords,	this	scene	is	frenetic	and	the	music	is	percussive	and	driven	forward	in	time	with	Lovett’s	baking.	The	two	scenes	however	share	elements	of	the	Dies	Irae	a	musical	link	which	established	both	songs	as	part	of	one	complimentary	musical	score.	There	are	many	such	instances	of	the	Dies	Irae	being	used	in	this	fashion.				The	music’s	use	of	theme	also	serves	a	dramatic	and	narrative	function.	The	melodies	that	characters	sing	are	encoded	with	dramatic	significance.	Each	subsequent	use	of	a	theme	that	has	already	been	established	when	placed	into	a	new	narrative	context	is	a	shorthand	through	which	Sondheim	can	cue	the	emotions	of	its	previous	use	and	build	emotional	responses	which	can	be	elicited	later.		
	
Conclusion		Through	book,	lyrics	and	music,	the	musical,	Sweeney	Todd	transforms	the	narrative,	dialogue	and	characters	of	Bond’s	text	into	the	context	of	musical	theatre.	In	doing	so,	the	practitioners	emphasise	the	socio-economic	critique	present	in	the	hypotext.	This	is	achieved	through	contributions	made	by	all	three	media,	as	well	as	performance	elements	that	have	not	been	discussed	in	this	thesis.			In	performance,	the	media	combine	to	create	a	complex	adaptation	of	Bond’s	text.	The	book	evokes	Brechtian	techniques	of	alientation	to	emphasise	social	division.	The	lyrics	through	the	use	of	rhyme	and	poetic	imagery	allude	to	stark	
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social	divisions.	The	music,	through	motifs	provides	structural	cohesion	and	an	exploration	of	character.			The	musical	offers	a	new	interpretation	of	the	hypotext	that	repeats	elements	but	always	with	variation.								
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Conclusion	The	contemporary	musical,	like	the	musicals	that	came	before,	rely	on	practices	of	adaptation.	For	many	reasons,	some	commercial	and	some	practical,	musicals	based	on	adaptations	outnumber	‘original’	musicals	enormously.	Rather	than	a	symptom	of	increasing	commercialism,	or	artistic	laziness,	the	need	to	retell	stories,	to	share	what	has	excited	and	moved	us	is	a	universal	impulse.	The	musical	has	been	exercising	that	impulse	since	its	inception.			This	thesis	comprised	an	attempt	at	combining	the	perspective	of	adaptation	studies	with	the	practice	of	multimedia	theory.	Focusing	on	the	musical	Sweeney	
Todd,	I	investigated	the	work	as	a	hypertext,	a	product	of	cross-media	adaptation.	To	enable	a	thorough	discussion,	I	presented	a	dual	analysis,	first	of	Bond’s	text	and	then	of	the	musical.	Through	comparison,	I	argued	that	Sondheim	and	Wheeler	transformed	the	thematic	focus	of	Bond’s	text,	the	socio-economic	critique	of	Todd’s	London,	into	their	respective	media.			By	using	semiotic	and	narratological	theories	to	analyse	C.G	Bond’s	text,	I	demonstrated	that	Bond	created	a	hybrid	text	that	combined	revenge	tragedy	and	melodrama	conventions	revise	Todd	as	a	revenger	and	to	provide	justification	for	his	actions	as	he	struggles	in	a	corrupt	system.			Maintaining	a	multimedia	perspective,	I	regarded	the	musical	as	a	collection	of	media	each	of	which	was	able	to	communicate	information	to	the	spectator	and	which	did	so	in	a	unique	way	for	that	medium.	Through	this	investigation	I	considered	Sondheim’s	music,	Wheeler’s	book	and	Sondheim’s	lyrics’	The	aim	
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was	to	treat	each	of	these	media	as	unique	entities	and	to	understand	how	and	what	each	communicate	in	response	to	the	hypotext.			Moving	forward,	the	study	of	multimedia	adaptation	would	benefit	from	further	study	particularly	in	two	areas.	Dividing	the	musical	into	its	component	parts	was	highly	informative,	but	the	musical	exists	as	a	multimedia	product	in	performance.	Therefore,	it	must	be	acknowledged,	that	in	the	theatre	media	combine	and	the	nature	of	this	combination	has	an	effect	on	the	interpretation	of	spectators	in	response	to	the	musical	as	a	whole.	Secondly	it	would	be	of	great	benefit	to	the	field,	if	a	scholar	could	observe	in	real	time	the	adaptation	process	by	documenting	a	the	creation	of	a	musical	based	on	a	source	text.				Through	this	thesis	I	aimed	to	address	a	significant	gap	within	the	current	musical	theatre	and	Sondheim	studies	scholarship.	Many	acknowledge	the	musical’s	reliance	on	adaptation,	but	as	a	process	and	in	most	cases	as	a	product	this	has	not	received	lengthy	investigations.	This	thesis	provides	a	study	of	musical	theatre	adaptation	and	it	demonstrates	how	practitioners	through	different	media	can	explore	the	same	theme	and	contribute	differing	perspectives	through	the	adaptation	process.						
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